4
In this article I study the relation between celebrity and confessional poetry through the poetry of Pentti Saarikoski (1937 Saarikoski ( -1983 , one of the most prominent Finnish poets in the 1960s, also famous for his translations of contemporary English as well as ancient Greek literature into Finnish. Saarikoski was unquestionably the most distinguished Finnish literary celebrity in the 1960s, notorious for his alcoholism, successive marriages and divorces, as well as for his role as a radical left-wing provocateur. Hence, his poetry illustrates in a nutshell the intertwinement of confessional writing and celebrity.
Saarikoski made his literary debut in 1958 as a modernist poet.
3 However, he quickly distanced himself from the impersonal, hermetic style typical of modernist poetry by
developing a more open and immediate way of writing with references to day-to-day politics as well as to his personal life. In the late 1960s he experimented with confessional writing, publishing three autographical books which form a trilogy: The Time in Prague (Aika Prahassa, 1967) and Letter to My Wife (Kirje vaimolleni, 1968) , written in prose, as well as a lyrical collection titled I Look Out Over Stalin's Head (Katselen Stalinin pään yli ulos, 1969) , which is the main focus of this article.
I Look Out Over Stalin's Head (henceforth Stalin) can be characterized as a work of modern confessional writing self-consciously aware of the confessional tradition. The collection shares, for example, the topic of alcoholism with more conventional works of confessional writing, but the speaker's revelations of his drinking carry no hint of the guilt or shame typical of confession. As I will show, the speaker's revelations about his alcoholism, as well as about his views on politics, can be interpreted in terms of performance. More accurately,
Stalin can be studied as a confessional performance, to borrow a term introduced by Jo Gill in her work Anne Sexton's Confessional Poetics (110) . The term emphasizes the artificiality and 5 the staged character of the speaker's confession in Stalin. Moreover, it encompasses the crucial relationship between performer and audience (Gill, Anne Sexton 110) . To quote Richard Schechner, one of the pioneers of performance studies, '[p] erformances exist only as actions, interactions, and relationships ' (24) . In order to gain access to the expectations and reactions of Saarikoski's audience, I refer to reviews of Stalin as well as of the precedent
Letter to My Wife.
In addition to the term performance, I will employ the term performativity when analysing Saarikoski's public persona and his role as a celebrity writer. Performativity is a 'travelling concept' 5 with a wide range of meanings, as is well known. 6 I will rest on the idea of performative identity which is based on Judith Butler's theory of gender as stylized acts of gender that are repeated (Gender Trouble 178-180, see also Loxley 3, [117] [118] [119] [120] .
Accordingly, I argue that Saarikoski's public persona was a product of repeated public appearances and that Stalin was part of this performance.
To begin with, I analyse the reality effect typical of confessional writing by focusing on the allusions to the media and celebrity in Stalin. Thereafter, I approach the collection in terms of self-reflexivity, arguing that Saarikoski consciously played with the confessional mode and the expectations of his audience. From the examination of self-reflexivity I proceed to the question of performance and performativity, which reach from Saarikoski's public appearances to the speaker's identification with his idols and to role-playing in Stalin. I analyse the speaker's performances as those of an alcoholic and a communist as well as the performative producing of Saarikoski's public persona in the context of the celebrity journalism and cultural politics of the late 1960s. Finally, I discuss Saarikoski's relation to 6 publicity, asking whether he was a victim of the rise of celebrity journalism or 'an active negotiator' who participated in the construction of his public persona (see Moran 10) .
Celebrity and the Reality Effect
In a compilation of his poetry, The Poems So Far (Tähänastiset runot), Saarikoski Finland. Additionally, Stalin has even more direct allusions to the publicity around the poet:
the speaker mentions in passing, 'Today I was on the radio' (84). Moreover, he reflects selfironically on his reputation and refers to the historians who will ruin his reputation 'when believing they write a song of praise'. Therefore, he feels he has to give them clear instructions: 'My reputation, it is not a trifling matter' (16).
Gregory has used the expression 'celebrity intimacy effect' when explaining how the celebrity of Marianne Moore shaped the reception of her work ('Still Leafing' 57). The celebrity intimacy effect heightens the readers' sense of knowing the poet. Furthermore, the dynamics between the poet and the readers become part of the poet's work. Regarding Stalin, Saarikoski's celebrity status certainly contributes to obscuring the border between fiction and reality. Paratexts, 10 such as interviews, letters, and diaries, play an important role in this process and are crucial to the reality effect of texts, even though they do not offer a pretextual truth but are themselves contradictory texts which possess their own paratexts (see Gill, Anne Sexton 171). Nevertheless, readers familiar with Saarikoski's public persona and the details of his private life on the basis of various paratexts will find (and have found) 11 it difficult to disregard the autobiographical dimensions of Stalin.
Self-Conscious Confession
By alluding to Saarikoski's celebrity status and to his reputation, Stalin plays self-consciously with the celebrity intimacy effect. Self-consciousness, the play with the conventions and expectations of form and genre, is altogether typical of modern confessional writing (e.g., crucial to confessional writing. In brief, the reader is typically constructed as a confessor in confessional writing (see, e.g, Gill, Introduction 4). In the mass episode the absolution given by the priest is ironically based on the mere supposition of sins typical of young men, as the speaker is not able to confess his sins. Accordingly, the reader of Stalin can be paralleled with the priest. The episode suggests that like the priest, the reader has presumptions that direct her/his reading. On the basis of genre conventions as well as the writer's reputation the reader expects the speaker to expose his 'sins'. Furthermore, the reader makes assumptions about the speaker's shameful deeds even when the speaker has nothing to confess or when he declines to reveal anything.
In the relationship between the speaker and the reader, the topic of lying is essential as well.
The topic alludes to conventional readings of confession, as they depend on confidence in the truth and authenticity of what is expressed by the confessant. 12 In Stalin the theme of truth is 11 raised by the opening line of the episode recounted above: 'As far back as then I lied' (44).
The speaker betrays any confidence of telling the truth by indicating that he has lied not only in his adolescence but that he is probably lying even at the very moment he is speaking.
Consequently, when he later emphasizes the importance of telling the truth, his words are difficult to take seriously (52).
Taken as a whole, Stalin is a text that is highly aware of its audience and the conventions of confessional writing. For instance, in the second sequence of Stalin, in which the speaker spends his summer in the Finnish countryside, he refers to the readers' expectations concerning confessional writing by stating that he does not tell everything, 'only so much that there is something about each day / but those days I am in Helsinki I do not write. They are blank days' (108). As the examples above indicate, the reader is mostly implicitly addressed.
However, the speaker occasionally uses second person plural to explicitly address the audience. Significantly, the speaker presumes an audience that is judgemental. Accordingly, the tone of address is either aggressive, as I will show later on, or boastful, as in the following lines, in which the speaker tries to convince his readers that he is a better writer than they believe: 'I am going to write a serial for a women's magazine, / so you will see how good a writer I am' (21).
The lines are not only an example of the boastful way the speaker addresses the audience but illustrate also how the speaker plays with different ideas concerning his writing. In addition to the serial for a women's magazine, he plans to write a novel or a short story. An awareness of the conventions of confessional writing is apparent when he speaks about his writing.
Similar to Saarikoski, the speaker uses his own life as material. In the Iceland sequence he recounts how the previous day he had watched his wife and himself as if they were fictional characters:
Yesterday, I watched us as characters in a novel, but no, perhaps a short story, I'll never write a novel, never be finished that way.
I felt angry, and Tuula became a mean and capricious woman, which she is not: she is a tattered sail. (Poems 69)
The speaker reveals that as a result of his angry mood he had made his wife Tuula 'a mean and a capricious woman, / which she is not'. This emphasis on the difference between the fictional and the real life Tuula can be interpreted as a metapoetical instruction given to the reader. The reader is reminded of the constructed character of the reality depicted in the collection. Nevertheless, simultaneously, the name of Saarikoski's wife as well as the reference to writing transgresses the border between fiction and reality. Tuula Saarikoski (aka Tuulaliina or Tuula-Liina Saarikoski), whom Saarikoski had married in 1967, was familiar to the audience already before Stalin. Not only had she appeared in publicity together with her husband, but Saarikoski had used her as a character in his autobiographical work Letter to My
Wife, unveiling intimate details about the sexual life between the narrator and his wife. What is more, Tuulaliina Saarikoski was a journalist who occasionally published articles about her husband, thus participating in the construction of his public persona.
Confessional Performance by a Drinker
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Since the early 1960s, Saarikoski had been portrayed in the media as an angry young man, a literary genius, a communist, an alcoholic, and a sex symbol. His frequent appearances in popular magazines as well as on radio and television had created a thick web of myths and legends around him. He aroused indignation by appearing in public drunk, and like many other young writers of his generation he was famous for provoking the bourgeoisie. Although Saarikoski's own works were not censored or banned, Letter to My Wife was condemned by several reviewers on account of its intimate revelations concerning the narrator's alcoholism and sex life (Tarkka, . In Stalin sex is not a topic of concern. Alcoholism, nevertheless, plays an important part, as the speaker continually makes remarks about his drinking. When visiting the headquarters of the Communist Party in Iceland, the speaker is mainly interested in where alcohol can be bought (11). Moreover, he constantly gives short reports on his drinking:
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We went to the bank to exchange money.
I bought a bottle of vodka. (42) I emptied the vodka bottle but it didn't have any effect. (50) Yesterday I drank 37.5 cl Wodka Wyborova, half of it at 10-11 in the morning, the rest of it at 4-5 in the afternoon, in the evening I didn't drink.
Today I'll try to cut down to 25 cl.
I have started drinking milk. (65) Regarding the conventions of confession, the speaker's matter-of-fact account of his drinking is striking. No hint of guilt, shame, or remorse exists in the speaker's revelations about his alcoholism, notwithstanding the fact that his drinking problem prevents him from concentrating on his work. 14 Suffering from severe symptoms of abstinence, the speaker states in the second sequence of Stalin that he is mentally ill (105) and describes days when everything feels insignificant and he is not able to do anything other than throw darts or stand on the dock (106). Only writing seems to have an absolving effect on him. Early commentators on confessional writing have emphasized personal catharsis and the therapeutic gain of confession (Gill, 'Your Story' 69) . For Saarikoski's speaker, however, the relief of writing has more to do with financial circumstances than with therapy. To earn his bread, he cannot afford 'easy days' without writing or translating work (110). Yet at the end of the collection the writing is tinged with catharsis as the speaker eventually finishes 'this book' (113).
In his attitudes to alcoholism the speaker is akin to the protagonist of Burroughs' semiautographical novel Junkie, which is an important intertext of Stalin as the speaker is reading the novel during his stay in Iceland. He is enthusiastic about Burroughs' novel, especially because the protagonist Bill does not pity himself, caution others about drugs, or swear off using them. Furthermore, the protagonist holds the attitude of a bystander; he neither makes a martyr of himself nor blames anyone else. Inspired by Junkie, the speaker compares alcoholism with drug addiction, analysing the similarities and differences between the psychology of using drugs and using alcohol (51-52).
The objectivity of Junkie appears to serve as a model when the speaker reflects on his own addiction. Nevertheless, the objective tone is occasionally replaced by a rebellious attitude, especially in the Iceland sequence when the speaker addresses his wife. As Michel Foucault has emphasized, 'one does not confess without the presence (or virtual presence) of a partner who is not simply the interlocutor but the authority who requires the confession, prescribes and appreciates it, and intervenes in order to judge, punish, console, and reconcile' (61-62).
In Stalin the speaker's wife is represented as an authority who tends to control and judge the speaker's abundant use of alcohol. Her nagging irritates the speaker, resulting in rebellion instead of reconciliation: he rebels against his wife by stating he will go on drinking henceforth (37).
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The wife is not the only authority whom the speaker addresses. In the following example he addresses an anonymous audience using the plural form of the second person. The 'you', characterized by having Christian morals, is a despised authority to rebel against:
[ As mentioned before, the relation between the young left-wing generation of the 1960s and conservative circles was strained. In particular, the relations between the church and the young intelligentsia were antagonistic as a consequence of a prolonged trial caused by the As a result of the reformed alcohol policy and the transformed attitudes towards drinking, alcohol consumption among Finns tripled from 1958 to 1972. Simultaneously, drinking acquired new social and cultural significances. In fiction as well as in feature films and popular songs, classic moral stories were replaced by narratives in which intoxication was not necessarily inappropriate. Typical characters in these new narratives were rebellious youths, radical students, egalitarian women, and bohemian artists (Kuusi 390, (393) (394) .
The speakers and narrators in Saarikoski's confessional works represent the motif of the bohemian artist to the extreme. Moreover, in Stalin the speaker's remorseless attitude to his own drinking is at least partly in alignment with the changed attitudes towards drinking in the late 1960s. Nevertheless, the liberal attitudes were not shared by everyone, and the speaker's daily consumption of vodka obviously did not correspond with the official alcohol policy.
Moreover, heavy consumption of alcohol was still disapproved of in conservative circles.
Consequently, the alcoholic discourse in Stalin can be read as a provocation directed particularly towards conservative readers. It is no accident that the 'you' explicitly addressed by the speaker in the example quoted above refers to people with 'Christian morals' (52). The address can certainly be read as a hint of the writer's intention to provoke his readers. was famous for wearing different caps that followed the changing trends of his time 116 (33). In addition, the speaker has a strong identification with the people and characters he reads about. When reading Junkie, the speaker addresses Burroughs by stating 'you are one of the few of us', referring to their common identity as addicts (48).
Another object of identification is the legendary Russian ballet dancer Vaslav Nijinsky, whose diary the speaker reads after reading Junkie. The diary was written during a short period in 1919, when the dancer suffered from severe mental problems. Although heavily edited by Nijinsky's wife, the diary, published in 1936, has become a classic work of confessional writing (Acocella VII, XVIII-XXVI). Nijinsky, in turn, has become a prototype of a mad genius and a suffering artist. In literature his mental breakdown has become a symbol of the emotional sensitivity of an artist (Coelsch-Foisner 271, see also Acocella XLI).
In Stalin the speaker is a fellow sufferer of Nijinsky: he compares himself with Nijinsky (54), quotes Nijinsky's diary (54-55, 58), and addresses the dancer (58). One thing both artists have in common is an obsession with writing, a compulsion to write as quickly as possible (55). In addition, the speaker identifies with Nijinsky's ecstatic relationship to God and to his neighbours. Nijinsky had undergone a conversion to Tolstoyism a year before his mental Guevara's execution, that the killing of Guevara put an end to the revolution and that 'the red flag is no longer anything else than a red flag' (19).
Importantly, the speaker's identity as a left-wing radical who takes part in a demonstration supporting 'Che' can be interpreted in terms of role-playing. The speaker additionally plays the role of 'a true communist' when he together with his wife celebrate with their Icelandic acquaintances during their stay in Iceland. Afterwards, he recounts how they discussed trade union politics, the cost of living, socialism, Yankees, and other issues in a lively manner.
Moreover, they 'sang folk songs and internationals' and 'were true communists' (36) . The speaker's characterization of himself and his fellow celebrants as 'true communists' is significant; to be a communist appears to be a result of behaving like a communist, that is, discussing topics typical of communists and singing a particular repertoire of songs. A good deal of self-irony is found in the speaker's account of the celebration, and more importantly, he is highly aware of the fact that his own political activism is first and foremost a performance. In conclusion, the short narration of 'the communist performance' can be read as a parody of the new left-wing generation for whom left-wing politics was not always a conviction as much as a trend.
Peformativity and Subversiveness
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Thus far, I have focused on the issue of role-playing in Stalin and studied the speaker's performance as an alcoholic and a communist. As I have shown, Saarikoski's public appearances and the performances of the personae in his confessional works were closely interconnected to each other as products of repetitive acts. Significantly, the style and content of the performances were not random but regulated by cultural and social expectations.
Hence, the construction of Saarikoski's public persona as well as his confessional performances can be scrutinized in terms of performativity.
Butler has emphasized the normative dimension of performativity by stating that performativity is 'a reiteration of a norm or set of norms' (Bodies that Matter 12). For instance, gender is construed by a repetition of acts that take place in the public world, and, importantly, are conventional (Gender Trouble 179; see also Loxley, 119) . Further, no voluntarist subject can, according to Butler, exist apart from socially established regulatory norms. Rather, the subject is produced by the very norms she/he opposes (Bodies that Matter 15).
Despite the emphasis on norms and conventions, Butler's view on performativity is not altogether deterministic. On the contrary, her approach to performativity is a theory of agency (Preface 1999 xxiv). Agency for Butler is, nevertheless, not external to the regulatory norms that the subject resists but immanent in a repetitive practice regulated by power (Bodies that Matter 15). Significantly, the possibility of agency is found in repetition. A failure to repeat or a parodic repetition based on arbitrary relations between repeated acts expose the artificial nature of the normative practice and hence enable transformation and the subversion of norms (Butler, Gender Trouble 179) .
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Normativity and subversiveness are crucial in the construction of Saarikoski's public persona.
To begin with, Saarikoski's performance as a bohemian provocateur was subversive, arousing indignation among the audience. However, in the late 1960s the performance began to lose its subversive quality due to repetition and commercialization, following a typical development of subversive performatives, which 'always run the risk of becoming deadening clichés [. . .] through their repetition within commodity culture where "subversion" carries market value' (Butler, Preface 1999 xxi) . The popular magazines as well as the literary market were almost saturated with confessions of young alcoholic writers at that time;
although Saarikoski was the most celebrated bohemian writer of his generation, he was far from the only one. What had started as a subversive performance had become a convention repeated over and over again. .
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Yet not all the critics were unambiguously delighted with Stalin. The individualistic emphasis of the collection was welcomed by the non-socialist press, but the response of the left-wing papers on the contrary was embarrassed ( An Active Negotiator or a Victim of Celebrity?
In his research on literary celebrity Joe Moran has emphasized agency by arguing that authors tend to actively negotiate their own celebrity and thus participate in the construction of their public personae. Moreover, celebrity writers often reflect on the problems related to celebrity in their literary works (10, (68) (69) (70) 79 Saarikoski's relation to celebrity was ambivalent; he was addicted to publicity but felt simultaneously that he was a prisoner of his reputation. Consequently, it would be easy to jump to the conclusion that Saarikoski was a victim of the rising celebrity journalism of his time and had been exploited by the media. Nevertheless, this was a role he was not willing to play. For instance, in an interview included in a biography of Saarikoski, written by his friend Salama in 1975, Saarikoski wanted To sum up, Stalin shows that Saarikoski was highly aware of the dynamics between confessional writing, celebrity, and the expectations of his audience. The collection is full of references to Saarikoski's personal life, and as a result of his celebrity status it is difficult to disregard the autobiographical dimension of the work. On the other hand, the collection plays self-consciously with the conventions of confessional writing, reminding the reader of the fictionality of the text.
In the mode of confessional performance Stalin participated profoundly in the construction of Saarikoski's public persona. The speaker in Stalin plays different roles and identifies with his role models. As we have seen, these roles were not random but regulated by the expectations of the audience. The alcoholic performance mainly strengthened the image of Saarikoski as a bohemian artist, whereas the speaker's performance as a left-wing radical had subversive potential in the political context of the late 1960s.
Like many other literary celebrities Saarikoski was an active negotiator of his public persona who played with his reputation. However, his celebrity status had a darker side, too. Although he was not eager to play the role of a victim exploited by the media, the public pressure to perform the role of 'Saarikoski' was a burden for him. Accordingly, Stalin does not depict a relationship between poet and reader or poet and media based on collaboration but portrays a writer who despises the celebrity journalism of popular media and for whom the reader is mainly an antagonist to be deceived and rebelled against. 6 For the different meanings of 'performativity', see, e.g., Loxley. The usage of the term can be divided into two main lines. Firstly, it is a term that can be traced back to J. L. Austen's speech act theory and has been further developed by, for instance, Jacques Derrida and Judith
Butler. Secondly, it is used in performance theory as a derivative of the noun performance.
7 The authentic diary has been edited and published posthumously in 1999 by Saarikoski's biographer Pekka Tarkka. A comparison between the original diary published in the volume
Diaries of a Drinker (Juomarin päiväkirjat) and the lyrical sequence published in Stalin
shows that Saarikoski edited his diary only little before publication. It has a few additions and some deletions -for instance, the dates have been deleted -but to a large extent the published poem and the diary are identical.
8 For the conventions of confessional writing, see, e.g., Gregory, 'Confessing' 34. 9 Saarikoski's life has been thoroughly documented by researchers as well as by his family members. Pekka Tarkka's biography in two volumes, Pentti Saarikoski: The Years 1937 -1963 (Pentti Saarikoski: Vuodet 1937 -1963 and Pentti Saarikoski II: The Years 1964 -1983 (Pentti Saarikoski II:Vuodet 1964 -1983 , is the most accurate of the biographies. liquor cards, and when they wanted to buy alcoholic beverages the seller first stamped the card and checked how much alcohol the customer had recently bought. If the purchases were too excessive, the customer was referred to a control officer, who had authority from the police to track alcohol abusers (see, e.g., Kuusi 391-392).
17 The most heated debates concerned the selling and serving of alcohol in the countryside, the possibility of selling medium strength beer in grocery shops, and the age limits for buying alcohol (Kuusi 392 
